'Miscellany and collegiality in the British periodical press : The Harmonicon (18231833).', Nineteenth-century music review., 9 (2). pp. 255-293. Further information on publisher's website:
the major selling point of the journal. 8 It is thus fair to consider whether a conscious application of the aesthetics of miscellany and collegiality, as discussed by William Weber, 9 may prove helpful for a modern reading of the journal's impetus and aesthetic rationale, and whether this may enrich our appreciation of the role of this journal within early nineteenth-century British culture. Concerning its efforts to cover a vast range of musical topics while still having an aesthetic claim to be an arbiter of public taste, I argue that the Harmonicon attempted to create a 'miscellaneous collegiality' through the diverse potpourri of its contents. This article also presents a survey of the frequency with which all of the composers of the Harmonicon's sheet music appear, year by year. It is hoped that this information might be a useful reference tool for further research into miscellany and the interplay between 'canonical' and 'other' composers in the popular culture of early nineteenth-century Britain.
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The Aesthetics of Miscellany and Collegiality
Miscellany
The term 'miscellany' had deeply rooted and largely pleasing connotations in the eighteenth and early nineteenth centuries. The Oxford English Dictionary dates the use of the term to 1601, noting that in the eighteenth century the term 'miscellany gentleman' was used to refer to the type of cultivated gentleman who took a broad interest in many things, often including the collection of miscellaneous articles or trinkets. It was further used as a generic term to classify books and publications that contained a wide array of information on any subject.
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8 The Preface to the Harmonicon's first volume boasts, indeed, that the sheet music in the journal was not only unique and of high quality, but was also a great bargain: 'There is something vulgar and forbidding in alluding, out of market, to prices: nevertheless it is a duty we owe, not only to ourselves, but to our subscribers, to mention, that the music alone contained in this work could not be purchased, in the ordinary way, for less than three times the sum that is paid for the two parts forming the First Volume of the HARMONICON'. Harmonicon, 1 (1823), iv. were also forms of poetry anthologies that were widely popular, although the term was not widely used outside of this more specific application to a poetic genre. See the discussion of 'Miscellanies' as a genre of poetry in Elizabeth
With regard to music, Weber asserts that the principles of miscellany and collegiality, as defined in the eighteenth century, 'governed concert programming' for well over a century. 12 Miscellany therefore functioned as what Lydia Goehr would call a 'regulative' principle in musical practice prior to the emergence of the concept of a musical canon as we know it. 13 As a regulative code, miscellany thus had a tangible influence upon the publishing of sheet music in Britain, although its impact on concert programming is better documented.
14 While Weber and others have applied the term extensively to concert programming, the time is ripe for its application to music publishing, since miscellanies as a broader print phenomenon were a staple of late eighteenth and early nineteenth-century British reading culture. The fact that Britain's most famous author, Charles Dickens, first gained mass popularity through the periodical serializations of the Pickwick Papers in the 1830s attests to the fact that the Harmonicon was marketed to a reading public already accustomed to not only the purchasing of cheap periodical literature, but also to the miscellany gentleman epitomised by Dickens's Pickwick himself. Mr Pickwick, in the name of miscellaneous self-improvement, rambles about the British countryside and metropolis in an effort to 'extend his researches into the quaint and curious phenomena of life', thereby perceiving the world around him through the broadest and most varied lens possible. 15 In short, it was because of this broad and, significantly, not necessarily musical public that this journal was able to market itself. 15 Dickens, derided at the time for pandering to a lower-class reading public, was, incidentally, an acquaintance of Ayrton (the British Library has recently acquired their correspondence), since they worked in the same circle of publishers. Indeed, the advertisements which prefaced the serialized Pickwick Papers, which ran over 40,000 copies per issue, actually included several advertisements for Ayrton's later musical journals (such as the Musical Library) and for the concerts he organized. See the prefatory advertisements for Ayrton's Musical Library Against this backdrop, the impact of miscellany upon the contents of nineteenth-century music publishing warrants scholarly attention. Quite apart from the presence of miscellany in concert programming, its principles were certainly at work in periodical journalism at large. For example, the Gentleman's Magazine has been described as the leading 'miscellany journal', encompassing 'a collection of diverse, usually light elements in both prose and verse: odes, songs, fables, dialogues, enigmas, letters, translations, essays on scattered themes, and news'; it was the type of publication that 'appealed to a broad range of readers, including women'. 16 In many respects the orientation of the Harmonicon stems from this publishing genre. According to Langley, '[b] etween 1800 and 1845 some 30 periodicals devoted to music were launched in Britain, nearly all of them attributing their appearance to a current "general", "wide", "perfect"
or "increasing" cultivation of the subject '. 17 There is also evidence that the Harmonicon's business model was unusually lucrative: the available information concerning the success (or lack thereof) of other journalistic ventures testifies to the fact that, in its enduring legacy and wide readership, the Harmonicon was, for a journal of music, extraordinarily successful.
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to the first three numbers of the Pickwick Papers, Yale Beinecke Rare Books Library, call no. Gimbel / Dickens D98 Set 2.
16 Langley, 'English Musical Journal', 6. The public role which these periodicals played served as an accurate indicator of the power that the middle classes could gain through literacy and education, transcending barriers of birth, name and gender, and empowering readers with knowledge. See Shawn Lisa Maurer, Proposing The scope of the journal is perhaps daunting for a modern reader, yet in its day the Harmonicon's aim was ambitious but not out of the ordinary. The early nineteenth-century concert-goer, at least in London, would have found it normal to attend some or perhaps nearly all of the number of concerts reviewed in the journal. This lifestyle was to be discouraged by the middle of the century, for the primary reason that the aesthetics of listening had by then undergone a drastic transformation, as the abundant literature on nineteenth-century aesthetics has shown. 36 As Carl Dahlhaus has argued, for example, the aesthetics of monumentality that emerged towards the middle of the nineteenth century required that listeners not stray fleetingly from one concert of entertaining music to another but treat serious music with due respect.
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But perhaps Dahlhaus, with his Germanocentric outlook, oversimplified the case.
Certainly the roots of the nineteenth-century shift to specialized, non-miscellaneous and serious listening are far more complex than such a simplistic rationalisation. This shift in aesthetics was fast occurring during the Harmonicon years, and the journal displays the tensions at the heart of it: the orientation to a collegial reader, yet the presence of an emerging canon; the hailing of miscellany, yet the nostalgic lauding of the 'Great Masters.' The discussion below on the 'Diary of a Dilletante' displays these ambiguities of the marketability of miscellany and at the same time, the ludicrous, almost clownish nature of the miscellaneous gentleman by the 1830s. Ayrton himself was palpably aware that some composers were certainly viewed as 'better' than others. Princeton University Press, 2006). 37 As Dahlhaus has maintained, '[Romantic] Music was not meant to be "enjoyed" but to be "understood."
And in order to fulfil its educative function it forced audiences to listen silently, a mode of behaviour which only after a long and tedious process gained ascendancy over the earlier habit of using music as a stimulus to conversation, at least in those moments when the emotions were not being touched'. Harmonicon's readership was, for marketing purposes, wider and more varied than any superficial aesthetic categorization could permit.
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The Harmonicon's primary intention, according to Langley, was economic, as the publishers aimed to 'create an attractive product that would pull in as many music admirers as possible, from students and accomplished amateurs to the opera-going nobility'. 39 The journal's design features reflecting this aim included its 'monthly interval of publication, large quarto size and equal division into literary and musical parts, its topical breadth and fair-minded tonestimulating but not too provocative -and, for its day, advanced production and low price '. 40 Names that arise in relation to the journal's publication and readership are those of middle-class musical 'dabblers': those who were educated in music (usually male), but who were interested in the journal more as part of a wider liberal education than because music was necessarily their profession or exclusive interest. 41 William Clowes, the journal's printer, was involved in the project from the point of view of someone who had specialized in publishing lower-class fiction in the form of the Penny Cyclopedia, and who had been associated with the famous Society for 46 Fétis and his contemporaries made no secret of their opinion that the state of music in Britain was entirely woeful; however, he was willing to engage with Ayrton in a heated exchange of correspondence, which was published in the Harmonicon between 1829-1830. Fétis's overarching claim was that England was so centred on the Although focusing primarily on concert programming rather than musical journals, Weber's work is particularly helpful here, illustrating the ways in which concepts such as miscellany and collegiality influenced public musical culture and, similarly, the choices of musical critics and editors, who considered themselves to be arbiters of good taste. For example, those critics who at the time argued that 'variety is the soul of a concert' 47 reflected the view, stemming from the eighteenth century, that a truly cultured gentleman or lady in London at the turn of the nineteenth century 'found it convenient to visit parts of several entertainments in one day', rather than attending only one concert and giving it their undivided and sustained attention. 48 These gentlemen and ladies were considered to be part of a 'collegial' culture because, rather than prioritising one type of entertainment over another, they sought both musical and social enjoyment through variety itself. 49 None were specialized professionals; all were amateurs, praising some aspects of one composer and some aspects of another. In this way they did not discriminate one level of taste from another, or alienate their colleagues in doing so, thus creating a sense of 'collegiality'.
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The Harmonicon, similarly, did not discriminate in scope between what would later be constructed as highbrow versus lowbrow music (although Ayrton was known to have very strong opinions about this), but sought to give the reader the broadest exposure possible to all musical business and financial profits of the music industry, and that music was so undervalued and underfunded by the British government, that the country had no way to produce any musical talent. Ayrton's relatively mild replies suggest that, given his promulgation of 'good taste' and 'appreciation of genius' throughout the journal's run, he was happy with London musical life as it was. The overarching vision, then, was economically driven but also ideologically didactic.
The amateur could only be taught musical appreciation by wide exposure to all sorts of music, through which would emerge a more nuanced understanding of taste. The Harmonicon's resolution to hold 'the amateur in the highest esteem', 53 can thus also be linked to the journal's constant offerings of varied, entertaining articles. 54 Any section that delves too deeply into a particular topic is usually followed by a humorous or pithy article, which alleviates sustained or difficult concentration (much as in a modern daily newspaper). It was, in short, a journal of interest to any amateur even remotely interested in any of the topics covered, as long as he or she remained an amateur and did not assume specialized analytical or critical discourse. contemporary of Ayrton was to remark that 'never was the press more actively employed, or ampler scope allowed for the diffusion of every species of information, than at the present period'. 56 Brewer has described this phenomenon as a reflection of the gradual cultural change from 'intensive' to 'extensive' reading. 57 This has many parallels with collegial and miscellaneous shifts in musical taste, both in concert programming and in periodical criticism.
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The later nineteenth-century distinction between what we have now been taught are the 'serious, symphonic' or 'vocal/comic' music genres did of course persist during the mid-1830s, but not to such a degree that these genres needed to be separated from each other within a concert.
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For journals that struggled financially, as the Harmonicon (despite its success) admittedly did, being unappealing to any potential buyer was too great a risk, and thus from the start its visual and material marketability comprised a remarkably 'handsome production' that walked a fine line between accessibility to the amateur and respectability for the professional. 60 In order for the journal to survive at all, the economic viability of the enterprise needed to be taken very seriously. Indeed, the statistics of other surviving music periodicals were so bleak that any mode of dissemination that would appeal to the widest distribution possible was not going to be taken lightly. 61 The humility and self-deprecation of the editorials written by Ayrton hint that in order to gain sales he had to resist the authoritarianism of taste hierarchies that would dominate later nineteenth-century criticism. Mozart's Don Giovanni and Rossini's La gazza ladra were premiered in London. He became a fellow of the Royal Society in 1837, and among his many editorial pursuits he was most well known and respected for the Harmonicon; his anonymity as editor was probably thus a mere formality.
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As an editor who strove for impartiality, Ayrton embraced diversity in the music he wrote about and printed, and often intentionally put personal preferences for certain genres aside to ensure that his journal consisted only of 'impartial and instructive criticisms'. the music market, Ayrton hoped, the British public would begin to discover a more nuanced appreciation of music for themselves.
In terms of rising middle-class sociability, moreover, gaining personal musical knowledge through living out a miscellaneous musical life was also an important aspect of being a self-educated and respectable gentleman, both for those who only had a cursory interest in music as well as for serious professional musicians. Crucially, this notion of the collegial 'idle man' or 'full-time amateur' assumes no negative connotations here as it does later in the nineteenth century. Note in particular that an idle man here does not indicate an uneducated one, whereas later times, including our own, would inevitably bring those associations to it. 80 As an example of the varieties of miscellaneous topics printed in this 'Diary', here are several extracts from the month of January 1828:
5th. I am much diverted by some remarks on musical albums, in the Harmonicon for this
month. An album full of jet-black notes, covered all over with the filthy ink used by music-printers, is a striking example of antiphrasis. It reminds one of saying well known in quarters of the town not remarkable for ultra-polish, "Black is the colour of the white of my eye."
7th.
A letter on opera matters appears in the Courier of this evening, signed "An old Subscriber," -which signature, being interpreted, signifies, a new manager -wherein it is said, that "engagements of the first consequence have been accepted from characters of known private worth and respectability." Bochsa, the notorious Bochsa, made the engagements, whose matchless private worth and 79 Harmonicon, 6 (1828), 4.
80 Later in the nineteenth century there was a less collegial and more divisive separation between the professional and the amateur, with one being viewed as successful and the other, the amateur, falling behind. Thus, representations of the idle man or the amateur in later nineteenth-century discourse become increasingly negative. 
8th.
Moscheles gave a concert in the Assembly Rooms this evening, but the company scarcely filled one-fourth of the seats. He played many things, and amongst these, "Anticipations of Scotland," a new composition ... But, seriously, I did expect than an artist of such very rare talents, a man so justly celebrated all over Europe, would have met with a kindlier welcome. The plague of fashion has, I fear, spread even to the intellectual city, the modern Athens.
10th.
In the Post of this day, is a rigmarole letter of near a column, the object of which does not appear till the reader gets nearly to the end, when he perceives that it is for the purpose of inserting a puff in favour of a Signor Negro, Negri, or Niger, I forget which, a gentleman who, having taken his flight from
Milan rather suddenly, is about to open an academy for music, in all its branches here in London. 
A Miscellany of Written Criticism
The written portion of the journal covers an extraordinary range of musical topics, as is evident from a cursory perusal of the indices. Over the Harmonicon's decade, it produced numerous series of articles and reviews, interspersed with letters and essays on topics ranging from discourses on the 'vibrations of a tuning fork' to the state of tribal music in Central Africa, the 'utility of music for sailors', the 'mode of communication of musical sounds to deaf persons' and the latest gossip about popular opera singers. 89 This was part of the journal's initiative to report on all aspects of musical life, which 'could be made popular only through the agency of such a publication as the present'.
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One attempt to increase variety and access to playable 'amusements' was the effort in 1830 to publish the printed sheet music supplements scattered amongst the literary component of the journal rather than bound separately. Naturally this had practical limitations: for those who wanted to place the music on a piano stand, the pages of 'Chit-Chat' and 'Miscellaneous Essays'
would have been in the way. Also, as is evident in Figure 1 , this was such an impractical design that only half the quantity of sheet music was presented in the 1830 issues as compared to the other years of the journal. Nevertheless, it is indicative of an effort to increase sales, since the inclusion of compositions amidst literary discourse emphasized the journal's close correlation of commentary and music. George Hogarth, for instance, described the 1830 design as a 'great improvement'. 91 Many found the design completely impractical for actually playing the inserted music, however, and the old format was restored by the following year.
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What the proprietors of the Harmonicon would have thought about the concept of miscellany as a regulative aesthetic principle on a conscious level is difficult to know. What can be said is that on some level miscellany, and what lay behind it -the drive to appeal to the public through variety rather than homogeneity -is a factor that is both explicitly and implicitly alluded to throughout the years of the journal. For example, in the journal's first issue, the Concerts of Ancient Music -one of the very few specialized concert genres in existence in London at the time -were scathingly critiqued for their lack of variety and their connotations of aristocratic snobbery:
It is much to be lamented that the direction of these concerts should be left entirely to noblemen, who, without considering the general disappointment it occasions to a great body of the subscribers, are 89 On the 'vibrations of a tuning fork', see Harmonicon, 1 (1823), 137; on music in Africa, see 94 'Sometimes the vocal compositions here are all Italian. This is complained of, and, straightaway, Messieurs the Directors rush into the other extreme, giving nothing but German. Are they not aware that variety is the soul of a good selection, and that it is very possible to supply eight concerts with an abundance of that desirable quality, from the best works of the best composers?' [Emphasis added.] Harmonicon, 9 (1831), 70.
95 Burchell has argued convincingly that orchestral repertoire was indeed more prominent and consistent a presence in eighteenth-century British miscellaneous concerts at large, providing a sound framework against which the later development and prominence of the Philharmonic Society in London's varied nineteenth-century concert life can be understood: 'Orchestral repertoire … [was] a ubiquitous genre; no miscellaneous concert programme for the entire period has been discovered which does not include at least one overture; whereas innumerable programmes are devoid of concertos, chamber or solo items'. Jenny Burchell, Polite or Commercial Concerts? Concert Management and Orchestral Repertoire in Edinburgh, Bath, Oxford, Manchester, and Newcastle, 1730-1799 (New York; London: Garland, 1996) , xi.
96 Notably, the 'democratic ideals of the Society's founders had 'an awareness of the practical business side of music; their common aim was to promote musical taste in a city in which the potential for doing so was so rich review of a Philharmonic Society concert, the Harmonicon stated that in order to be able to appreciate works by the 'three great masters' (Haydn, Mozart, Beethoven), one should compare them with less significant works:
It is necessary for the sake of variety, and to prevent the too frequent recurrence of works of high art, which are, unhappily, very limited in number, to introduce now and then a symphony not standing in the same rank with those of the three great masters; and this will account for the occasional performance of Spohr's in E [flat], which is a production of labour not of genius …
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Thus we can understand why Ayrton advocates listening to Spohr even though he finds the symphony in question 'an unintelligible mass', and accuses the composer of having a 'dry, unfruitful manner' of putting the work together.
A Miscellany of Sheet Music
Since the Harmonicon was directed towards the amateur, the overall tone and format of the journal aimed to be very practical -'at times aggressively so', as can be seen not only in the reviews of music but in the large space given to sheet music. 99 Indeed, the practicality of incorporating sheet music, likely pulled out from the binding and separated from the literary part of the journal upon purchase, has meant that finding entirely intact volumes of the journal is very difficult today. 100 Regrettably, this lack of availability has exacerbated the problem of the Harmonicon's sheet music being too often denigrated as less interesting than the journal's written criticism. 101 However, the sheer diversity of these scores is significant because it reflects but hitherto undeveloped'. Cyril Ehrlich, First Philharmonic: A History of the Royal Philharmonic Society (Oxford:
Clarendon; New York: Oxford University Press, 1995), 1.
97 Harmonicon, 9 (1831), 153.
98 Harmonicon, 9 (1831), 153.
99 King, 'Harmonicon', 9. 103 Note that in the Harmonicon's unsuccessful successor, the Musical Library, the literary portion of the journal was directly related to discussion of that issue's sheet music. These descriptions sometimes appeared in the Harmonicon, particularly in the later issues, but the direct relation between the two parts of the journal did not exist to the extent it did in the Musical Library. Perhaps this even more extreme pandering to the amateur in the successor to the Harmonicon was not, after all, the way to make sales, as Ayrton was to discover.
century ', 105 and was prevalent in the Harmonicon in order to mix and counterbalance foreign music with local talent to ensure variety. That said, the sheer extent of the measures Ayrton took to include works of British composers was comparatively unusual for its day. A tendency of other British publishers to overlook or 'disparage their own composers' 106 is noted by a 'Constant Reader': 'I cannot help feeling pleased whenever I take up your valuable work to perceive that you have not escaped the fashionable influenza -a malady which prevails to a considerable extent, in this country -that of admiring only foreign music'. 107 The high level of the inclusion of British compositions for the sake of miscellaneous variety is likely a testament to Ayrton's initiative to cater to the wide variety of music that would be attractive for the amateur to collect and play, and, judging by the high number of compositions dedicated to the journal, a forum for his musical friends and colleagues to publish their music.
Rather than a dramatic or even gradual change in taste over the years, the one steady factor in all of the numbers in Figure 1 is the fact that the journal's music was consistently miscellaneous. Works composed or arranged expressly for the Harmonicon waned, perhaps because composers were aware of the financial troubles of the journal. Yet through its struggles the journal never changes from miscellany to anything more homogenous: the vast majority of music is always suitable for the amateur. It is almost always written for the keyboard or for the voice and keyboard, and fairly easy to play and sing, with piano writing that usually fits nicely under the hand, particularly in arrangements of operatic or symphonic repertoire. exposé of all the music he could access, both locally and internationally.
A Miscellany of Composers
Regarding the range and diversity of the composers represented in the Harmonicon, consider the information summarized in Figure 2 , which lists every composer published in all eleven years of the journal's existence (anonymous works are not counted as they are in Figure   1 .)
[INSERT FIGURE 2]
Each year displayed in Figure 2 has roughly the same number of works published (around 80), with the exception of the re-formatted 1830 volume (note that 1833 would have had a similar number of works to the other years, but the journal only published issues until September of that year). Moreover, during all eleven years Ayrton reliably continued to introduce works by a large number of new composers. It would appear that, in being 'miscellaneous', the journal was consistently indiscriminate in its choice of works for publication, particularly when it came to the lesser-known composers. By and large, most of the composers presented only had a work published once or twice. The composers most widely featured are usually either 'canonical' composers or names that nineteenth-century music specialists would recognize, which suggests that Ayrton had an awareness of an emerging canon despite his inclination to cover it up through miscellany. There is also a nod here in the direction of two different emerging aesthetic categories: the opera, and works for the concert stage. The appearance of these two categories side by side within the journal's sheet music must have been an intentional and possibly 109 For Ayrton (and, consequently, the Harmonicon), melody itself was the most sublime or expressive element of music. King, 'Harmonicon', 30. See Harmonicon, 11 (1833) , 145, where harmony is described as too intellectual a feature of music, whereas the study of melody was more appropriate for the amateur. 117 For example, while it is known that the 'string quartet's evolution as a musical genre coincided with an unprecedented profusion and diversification of London's public concert life', and that the genre was borne out of a culture of miscellany, the aristocratic face given to eighteenth-century quartet concerts in London had evolved. Weber identifies the disintegration of miscellany, followed by 'Classical music achieving hegemony', as occurring decisively from the Revolutions of 1848, after which emerged a 'new social order '. 118 Although concert programmes tended to remain slightly more miscellaneous in London than in Vienna or Paris, 'classical music (in London) was viewed in just as strict terms ideologically'. 119 By the second half of the century, the term 'miscellany' itself was becoming taboo in the public press; instead, the word 'serious' became dominant. 120 'Miscellany' began to adopt connotations of the un-serious or the ephemeral that it still carries today -connotations that are at odds with the didactic, measured and educated efforts of Ayrton's editorial decisions.
In conclusion, the Harmonicon was an enormously successful journal with implicit, The Musical Quarterly, 80/3 (1996) , 500-524. 121 See my discussion above, to the effect that in 1830 the sheet music was published within the body of the written criticism, and the practical limitations of this design led to there being less published music during this year.  Each numeral indicates the number of times the given composer's work(s) was or were published in the relevant year.  A numeral in bold indicates that the work was composed or arranged expressly for the Harmonicon (if rearranged, this was often done by someone other than the composer, most obviously if the composer was dead before the Harmonicon was ever published). Therefore, if only the text of a song has been translated for the Harmonicon, but none of the music changed, the numeral will not be in bold.  If only a portion of the works by a given composer were composed or arranged for the Harmonicon, for example 2 out of 5, then they will be listed as follows: 5(2)  Blank boxes indicate that no works were published by a given composer during that year. 
